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INTRODUCTORY. 

I. — It  is  a  matter  of  common  observation  that  notwithstanding  the  present  plenitude  of  able 
executants  on  the  pianoforte  and  organ,  there  are  few  able  to  undertake  the  transposition  at  sight  of 
even  simple  music;  and  yet  to  the  accompanist,  whether  an  organist  or  pianist,  there  is  scarcely  any 
accomplishment  of  greater  value.  It  is  often  assumed  that  the  ability  to  transpose  at  sight  is  a  special 
natural  gift  to  which  the  possessor  has  in  no  way  contributed,  and  that  those  musicians  who  ace  able 
to  exercise  it  with  facility  are  like  some  of  their  brethren,  the  poets — geniuses  who  are  born,  not  made. 
This  theory  is  sometimes  advanced  by  those  who  ought  to  know  better ;  and  in  some  instances,  perhaps, 
this  is  maintained  as  a  valid  reason  for  personal  shortcomings.  The  musical  student  must  entirely 
disabuse  his  mind  of  this  idea  and  rest  assured  that  industry  and  perseverance,  combined  with  that 
knowledge  of  the  general  principles  of  the  Art,  exerted  consciously  or  unconsciously  by  all  facile  transposers, 
are  all  that  is  necessary  for  success. 

2. — Transposition  of  music  at  sight  from  the  key  written  to  another  higher  or  lower  is,  or  should 
be,  accomplished  by  a  somewhat  similar  process  to  that  by  which  a  good  translator  reproduces  in  one 
language  the  ideas  already  expressed  in  another.  (The  cases  are  not  of  course  strictly  parallel,  as  the 
musician  is  supposed  to  reproduce  the  exact  notes  of  the  original,  in  so  far  as  regards  the  duration  of 
sounds  and  pitch  in  its  relations  to  the  keynote,  while  the  linguist  is  sometimes  unable,  through  the 
structure  of  the  languages  in  their  idiomatic  phases,  to  preserve  literal  accuracy ;  but  it  may  serve  a  useful 
purpose  to  here  compare  them.) 

The  two  cases  are  analogous  in  at  least  these  particulars  essential  to  a  successful  result : — 

Translator.  Transposer. 

(a.)  Both  languages  must  be  equally  familiar  Both    keys   should   be   equally  familiar,  not 

in  respect  of  vocabulary,   grammar,  and   know-  only  as  to  the  succession  of  scale  notes,  but  to 

ledge  of  idioms.  such  an  extent  as  enables  the  student  to  write 

and  extemporise  both  melodies  and  harmonies  in 
each. 

(b.)  The   possession    of    a   good    memory   is  It    is  almost    impossible  to   become   a  good 

important,  in  order  that  the  original  ideas  may  transposer   unless    the    student    has   a   retentive 

be  retained  accurately  in  the  mind   whilst  they  memory    for    music    previously    practised ;     this 

are  being  translated.  power,    it    is   needless    to   add,    may   be   greatly 

improved  by  cultivation. 

(c.)  Accuracy  and  conscientiousness  are  irr>»  Accuracy  and  fluency  as  a  sight-reader  are 

portant  in  producing  a  good  translation.  necessary.     In  fact,  it   may  be  stated  positively 

that  it  is  impossible  for  a  passage  to  be  trans- 
posed satisfactorily  that  could  not  be  read  easily 
in  the  original  key. 

Many  anecdotes  and  personal  reminiscences  of  various  eminent  musicians,  notabb  as  extemporisers,  sight- 
readers,  and  transposers,  might  be  related  bearing  out  the  above,  but  they  are  out  of  place  in  a  Primer. 

3. — The  work,  then,  both  of  the  translator  and  transposer  may  be  said  to  consist  of  three  phases : 
firstly,  that  of  recognition  of  the  idea  of  the  author  (analysis) ;  secondly,  of  retaining  the  abstract  idea  in  the 
mind  whilst  its  synonym  is  being  thought  of;  and  thirdly,  that  of  the  production  of  the  synonym  itself 
[synthesis) . 
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4_ — It  should  be  noted  that  the  first  and  last  phases  are  connected  by  another  which  may  be  termed 
abstraction.  This  consists  of  the  abstract  idea,  which  is,  as  it  were,  the  common  ground  between  the  two 
forms,  in  which  the  conception  is  expressed  in  language.  If  a  translator  wishes  to  render  the  word  house 
into  another  language  than  English,  the  connecting  link  is  the  abstract  notion  of  what  a  house  is — not 
the  mere  word  (perfectly  meaningless  in  itself) ;  and  although  in  cases  where  the  operator  is  expert  the 
processes  are  so  rapid  as  to  be  practically  instantaneous,  yet  they  nevertheless  occur.  The  transposer 
accomplishes  an  analogous  result  by  a  similar  process,  though  it  is  important  to  remember  that  whereas 
the  translator  has  sometimes  to  be  content  with  the  nearest  approach  to  the  meaning  of  a  sentence,  the 
transposer  is  bound  to  reproduce  it  absolutely. 

5. — The  reason  for  the  special  difficulty  of  transposing  on  keyed  instruments  is  that  harmonies  have  to 
be  considered  as  well  as  melodies.  Transposition  on  melodic  instruments  (or  instruments  playing  single 
notes),  such  as  the  flute  or  violin,  is  a  much  less  difficult  task. 

6. — We  can  thus  see  that  the  demand  on  the  analytical  and  synthetical  faculties  is  very  great  when 
transposition  of  harmonies,  simultaneously  with  melodies  perhaps  of  definite  character,  is  attempted  ;  and 
further,  understand  that  until  these  faculties  have  been  trained  transposition  is  impossible. 

7. — There  are  two  systems  of  transposing  sometimes  practised  which  make  but  slight  demands  upon 
the  logical  powers  of  the  student,  but  they  are  not  recommended.  The  first  is  that  of  prefixing  such  an 
imaginary  clef  to  the  music  to  be  transposed  as  will  cause  it  to  appear  as  if  written  in  the  new  key.  This, 
however,  besides  being  mechanical  is  very  laborious,  as  it  is  necessary  to  read  with  facility  in  all  the  seven 
clefs.  The  other  system  of  transposing,  by  interval,  practically  can  only  be  applied  to  melodies,  and  may, 
therefore,  be  looked  upon  as  useless  for  our  present  purpose. 

8. — The  examples  and  exercises  given  to  the  student  in  the  early  part  of  the  Primer  may  seem  to  the 
advanced  pianoforte  or  organ  student  almost  ridiculously  simple ;  it  may,  however,  be  remarked  that  it  by 
no  means  follows  that  a  piece  easy  to  play  is  necessarily  easy  to  transpose ;  and  as  experience  has  taught 
the  author  that  fcr  ultimate  success  it  is  of  the  greatest  importance  that  the  exercises  be  carefully 
graded,  it  is  recommended  that  they  be  gone  through  systematically  and  in  the  order  prescribed,  even  if 
the  student  has  considerable  fluency  of  execution. 

9. — On  the  other  hand,  the  Exercises  may  be  given  to  any  musical  child  who  has  reached  a  certain 
stage  of  proficiency  with  the  greatest  possible  benefit — if  worked  conscientiously  under  the  care  of  a 
competent  teacher.  A  practical  knowledge  of  the  structure  of  scales  and  chords  will  thus  be  acquired,  the 
interest  of  the  pupil  excited,  and  the  foundation  for  making  a  good  musician  be  well  and  truly  laid.  The 
ear  too  will  be  cultivated  as  well  as  the  analytical  and  synthetical  faculties,  and  habits  of  concentration 
formed,  which  will  have  more  effect  in  producing  an  intelligent  artist  than  any  amount  of  the  dry  plodding 
"  grind"  to  which  young  students  are  sometimes  condemned. 

10. — It  is  perhaps  hardly  necessary  to  add  that  the  Exercises  (with  the  exception  of  Nos.  1  to  6) 
are  to  be  done  at  the  keyboard  and  in  various  keys.  To  some  students  it  may  be  advantageous  to  write 
out  the  Exercises  (in  Sol-fa)  previously  to  playing  them ;  in  these  cases,  however,  the  Exercises  so  written 
should  not  be  used  subsequently  at  the  keyboard  for  reference. 


CHAPTER  I. 
THE   TRANSPOSITION    OF    MELODIES   IN    THE    MAJOR    MODE. 

II. — It  is  evident  that  the  notes  of  which  melodies  consist  must  be  made  up  from  selections  of  those 
forming  a  scale.  In  order  to  transpose  these  from  one  key  to  another  it  is  imperative  that  they  be  named 
in  such  a  manner  that  the  definition  applies  equally  to  both.  It  will  at  once  occur  to  the  harmony  student 
that  the  terms  "  tonic,"  "  dominant,"  &c,  do  this;  but  these  terms  are  not  adapted  for  rapid  enunciation, 
and  in  other  respects  are  hardly  suitable. 

12. — The  monosyllables  used  in  the  moveable  Doh  and  Tonic  Sol-fa  systems,  offer  a  convenient  method 
of  naming  the  various  degrees  of  the  scale  in  the  manner  required,  and  it  is  therefore  recommended  that  an 
elementary  knowledge  of  one  or  other  of  these  systems  be  acqi«red  by  all  who  wish  readily  and  easily  to 
transpose  at  sight  music  written  in  the  Staff  Notation.  According  to  these  systems  the  respective  notes  of 
the  scale  are  named  as  follows  :  — 

i.  Tonic.    2.  Supertonic.   3.  Mediant.    4.  Subdominant.     5.  Dominant.    6.  Submediant.     7.  Leading-Note. 

Doh  Ray  Me  Fah  Soh  Lab  Te 

The  initial  letters  of  the    above    syllables    form    the   Tonic    Sol-fa    Notation ;    therefore,   they   are   thus 

abbreviated  : — 

12  3  4  5  6  7 

d  r  pi  f  s  1  t 

The  upper  octaves  are  represented  by  figures  above  the  scale  letters,  as  d1,  d1 ;  the  lower  octaves  by  figures 

below,  di-  d». 

Ever)'  note  chosen  as  a  Doh  included  in  the   interval    ^h    :  HJ bears  no  octave  mark  eithei 


f 

above  or  below;  e.g.,  Doh  is  C?,  signifies  that  Doh  is  the  CO  included  in  the  stated  interval,  that  is, 
(,)  rrr    not    fo         ^~=z  :    which    would    be   Doh1,      Doh   is   T  signifies   that   Doh  is     (fl)       rj : 

Doh  is  B  signifies  that  Doh  is    rejp=  not    fcH  :    or    ^yy—     =    The  names  for  flattened 

or  sharpened  notes  only  differ  slightly  from  those  of  the  notes  of  the  diatonic  scale;  they  are  formed 
on  the  principle  of  changing  the  ordinary  vowel  of  the  Sol-fa  name  of  the  note  into  "e"  (pronounced 
*'  ee  ")  for  sharps,  and  to  "  a  "  (pronounced  "  aw  ")  for  flats  :— 


-f : n 

rv~ 

rn      fc— 1 

rz>     •f/'J 

— (&— 

\  7 

-<-j-  fl/M 

<-»       *rc? 

tJ 

z*    3=> 

fe       s      se       1      le 


i 


rj      ^     °o      r;     t>^r- 


tP>      ^        £^fe 


d'       t       ta        1       Li        s       fe       f       n       na       r       ra      d 
This  is  the  chromatic  scale  in  the  key  of  C ;  the  names  would,  of  course,  be  the  same  in  the  other  keys, 
commencing  from  the  keynote,  for  all  chromatic  notes  involving  no  modulation  from  the  original  key.     If 
modulation  into  various  keys  takes  place,  the  Sol-fa  syllables  are  assigned  to  the  corresponding  degrees  of 
the  scales  in  the  new  key,  taking  Doh  as  the  tonic  as  before.* 


*  Further  information  as  to  Tonic  Sol-fa  nomenclature  will  be  found  in  Tonic  Sol-fa,  by  John  Curwen  (Novello's  Primers 
No.  18,  price  is.). 


\ 
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13.— Those  students  who  are  not  already  familiar  with  the  Sol-fa  syllables  and  their  application 
may  substitute  for  them  the  numerals  I,  2,  3,  4,  5,  6,  7,  corresponding  with  the  respective  degrees  of  the 
sca]e — the  marking  as  to  the  octaves  being  the  same  as  for  the  Tonic  Sol-fa  system  (i|  or  m1,  &c). 

14. — Having  carefully  associated  the  Sol-fa  names,  or  the  numerals,  with  their  respective  degrees  of 
the  scale,  the  next  step  should  be  to  acquire  facility  in  readily  identifying  them  as  they  occur  in  written 
music.  For  this  purpose  the  student  should  write  the  Sol-fa  syllables,  or  the  numerals,  under  each  note  in 
the  following  exercises,  the  keynote  (Doh)  being  in  all  cases  determined  by  the  signature.  If  there  are  no 
sharps  or  flats  in  the  signature,  the  key  will  be  C  (or  A  minor),  and  accordingly  C  will  be  called  Dol 
and  the  other  notes  will  respectively  take  their  names  from  it.  If  there  are  sharps  in  the  signature,  the  last 
sharp  (or  the  one  situate  at  the  extreme  right),  being  the  leading  note  of  the  major  scale  will  be  called 
"  Te  "  (t),  and  the  keynote  (Doh)  will,  of  course,  be  the  semitone  above  it.  On  the  other  hand,  if  the 
signature  contains  flats,  the  last  flat  being  the  subdominant  of  the  major  key,  its  name  will  be  Fah  and 
the  keynote  (Doh)  will  be  found  a  4th  below  it,  while,  as  before,  the  same  Sol-fa  syllables  will  also 
apply  to  its  relative  minor  (with  slight  modifications  which  will  be  explained  when  necessary).  If 
numerals  be  used,  these  will  be  the  same  for  a  major  key  as  for  its  ionic  minor,  with  slight  modifications :  the  hey  note 
being  always  called  1,  the  supertonic  2,  and  so  on. 

1.  Doh  is  C. 
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2.  Doh  is  G. 
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3.  Doh  is  D. 
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4.  Doh  is  F. 
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5.  Doh  is  B^. 


pt  j-  j^^pf^r^^f^ 


p    0 


6.  Doh  is  Et>. 
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(The   student  is  recommended,  if  necessary,  to  supplement  these  Exercises  by  utilising  the  melodies  of 
Chorals  or  Hymn  Tunes  till  complete  facility  is  obtained.) 

15. — Our  work  so  far  has  been  merely  one  of  preparation  for  actual  efforts  at  the  keyboard.  We  shall 
now  give  some  melodies  which  should  be  played  in  several  major  keys,  the  note  values  and  time  being 
indicated  on  one  line,  whilst  the  notes  of  the  scale  are  indicated  by  the  initial  letters  of  the  Sol-fa  syllables, 
and  for  the  convenience  of  those  who  are  not  familiar  with  these,  by  the  numerals  in  addition  below. 


16. — At  first  the  Sol-fa  syllables  or  numerals  should  be  spoken  aloud  before  striking  the  note 
7.  To  be  played  in  the  following  keys:  C,  D,  E  flat,  and  B  major. 
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8.  To  be  played  in  the  following  keys  :  F,  G,  and  A  major. 
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9.  To  be  played  in  the  following  keys  :  A  fiat,  D  flat,  and  B  flat  major 
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10.   To  be  played  in  the  following  keys  :  D  flat,  D,  E  flat,  and  E  major. 
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11.  To  be  played  in  F,  G,  A  flat,  and  A  major. 
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12.  To  be  played  in  E,  A,  and  B  flat  major. 
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13.  To  be  played  in  C,  D  flat,  and  D  major. 
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14.  To  be  played  in  all  the  major  keys. 
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We  may  now  essay  to  transpose  some  melodies  in  the  Staff  Notation,  the  student  supplying  mentally 
the  Sol-fa  syllables  or  numerals  ;  where  skips  occur  these  are  indicated.  Each  note  should  be  named 
aloud  previously  to  being  struck. 

15.   Melody.  Doh  is  C.     To  be  played  in  the  following  keys  :  D,  E  flat,  and  F. 
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16.  Double  Chant.  Doh  is  G.     To  be  played  in  the  following  keys:  F,  E  flat,  A  flat,  and  A. 
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17.   Hymn  Tune.  .Do/i  is  F.     To  be  played  in  the  following  keys :   E  flat,  E,  G,  and  A  flat. 
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IS.  Air.  Do/j  is  D.     To  be  played  in  the  following  keys  :  C,  E  flat,  E,  and  F. 
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19.   Hymn  Tune.  Doh  is  A.     To  be  played  in  the  following  keys  :  G,  B  flat,  and  B. 
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20.  Doh  is  E?.     To  be  played  in  the  following  keys :  G,  A  flat,  A,  and  B. 
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21.  -Do/j  "  E.     To  be  played  in  the  following  keys  :  D,  F,  and  G. 
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22.   Double  Chant.  Doh  is  Eb.     To  be  played  in  the  following  keys  :  D,  F,  and  G. 
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23.  Do/j  is  Al\     To  be  played  in  the  following  keys :  F,  G,  and  B  flat. 
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24.   Doh  is  C.     To  be  played  in  the  following  keys :  B  flat,  D,  and  E  flat. 
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ly. — It  is  now  time  that  some  melodies  be  transposed  without  the  assistance  of  marking,  thougn 
as  it  has  already  been  said  (paragraph  to)  they  may  be  previously  written  out  if  desired.  They  should 
be  taken  in  the  order  prescribed  and  transposed  into  all  the  major  keys.  The  eye  should  carefully 
follow  the  outline  of  the  melody,  and  when  a  skip  occurs  should  note  to  what  degree  of  the  scale  it 
leaps.     These  skips  should  be  analysed  before  commencing  to  play. 

25.  Doh  is  C. 
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26.  Doh  is  G. 
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CHAPTER    II. 

THE  TRANSPOSITION  OF  MELODIES  IN  THE  MINOR  MODE. 

18. — The  transposition  of  melodies  in  the  minor  mode  is  effected  on  precisely  the  same  system  as 
in  the  major.  As,  under  the  Tonic  Sol-fa  system,  "the  minor  mode  is  regarded  as  being  historically 
developed  from  the  old  Greek  and  Church  mode  on  the  6th  of  the  major  scale,  whose  notes  are 
the  unaltered  intervals  of  the  relative  major,"  the  key-note  of  this  scale  is  Lah ;  practically  the  notes 
of  the  minor  scale  therefore  are  regarded  as  being  derived  from  the  major.  It  is  explained  that  for 
purposes  of  harmony  the  seventh  from  Lah  is  generally  sharpened  ;  for  the  purposes  of  melody  the  sixth 
from  Lah  is  also  occasionally  sharpened,  when  it  is  called  Bay  (abbreviated  Ba  or  b).  Thus  the  minor 
mode  flows  easily  out  of  the  major.  To  make  this  clear  we  here  give  the  scale  of  A  minor  in  its 
melodic  form,  ascending  and  descending,  with  the  Sol-fa  syllables  attached  : — 
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As  stated  in  paragraph  14,  if  numerals  be  used  in  connection  with  the  minor  key,  in  preference  to  the 
Sol-fa  syllables,  the  same  numerals  are  used  for  a  minor  key  as  for  its  tonic  major:  i.e.,  the  keynote  will 
be  called  1,  the  dominant  5  and  so  en. 

Through  the  varying  form  of  the  minor  scale,  it  occasionally  happens  that  the  6th  and  7th  degrees  are 
raised  one  semitone  from  the  notes  implied  in  the  signature  ;  where  this  occurs  the  respective  notes  havt 
a  dash  through  them,  thus  6  (as  is  usual  in  figured  bass  exercises) ;  when  this  is  absent,  the  notes  will  be 
as  implied  in  the  signature. 

Melodies  will  now  be  given  introducing  the  various  forms  of  the  minor  scale,  the  Sol-fa  syllables  and 
numerals  being  inserted  in  the  earlier  examples  where  there  is  any  difficulty. 


35.  Double  Chant.  Lah  is  A.  (Doh  is  C.)    To  be  played  in  G,  B,  and  C  minor. 
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36.  Single  Chant.  Lah  is  G.  (Doh  is  B?.)     Tc  be  played  in  E,  F,  and  A  minor. 
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37.  Lah  is  D.  (Doh  is  F.)     To  be  played  in  C,  C  sharp,  and  E  minor. 
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38.  Lah  is  Fi.  (Doli  is  A.)     To  be  played  in  E,  G,  and  A  minor. 
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39.  Z.3/1  15  E.  (Doli  is  G.)     To  be  played  in  C  sharp,  D,  and  F  minor 
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40.  Lah  is  B.  (.D0/1  is  D.)     To  be  plaj-ed  in  G,  A,  and  C  minor. 
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41.  Z-a/(  is  C.   [Doh  is  E?.)     To  be  played  in  B  flat,  B,  and  D  minor. 
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42.  £"/<  is  A.  (Do/i  is  C.)     To  be  played  in  F,  G,  and  B  minor. 
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43.     To  be  played  in  all  the  minor  keys. 
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44.     To  be  played  in  all  the  minor  keys. 
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CHAPTER   III. 
MELODIES  ACCOMPANIED  BY  COMMON  CHORDS. 

19. — We  are  now  about  to  attack  the  most  important  part  of  our  task,  the  transposing  of  Harmonios. 
If,  however,  all  the  preceding  Exercises  have  been  carefully  worked  there  will  be  little  difficulty.  At 
present  the  common  chords  of  the  tonic  (Doh),  the  dominant  (Soh),  and  the  subdominant  (Fah)  only  are 
introduced  in  two  and  three  parts,  together  with  the  corresponding  chords  in  the  minor  key. 

20. — As  a  common  chord  consists  of  a  note  with  its  3rd  and  5th  above,  it  is  obvious  that  the  notes 
comprising  it  lie  a  third  apart.  Therefore  the  student  will  have  little  difficulty  in  recognising  common 
chords  i*"  it  is  borne  in  mind  that  if  the  bass  note  (whether  high  or  low)  be  on  a  line,  the  remaining 
notes  will  also  be  on  lines  (the  two  above  it),  their  octaves,  synonyms,  or  equivalents ;  if  the  bass  note 
be  in  a  space  the  remaining  notes  will  also  he  in  spaces  (the  two  above  it),  their  octaves,  synonyms,  or 
equivalents ;  the  octave  to  a  space  being  always  a  line,  the  octave  to  a  line  a  space. 

21. — Where  the  melody  is  unaccompanied  it  will  be  read  according  to  the  rules  laid  down.  When 
the  melody  is  accompanied  by  harmony,  the  former  will  be  read  as  part  of  the  latter,  and  it  should  be 
ascertained  what  part  of  the  chord  lies  in  the  upper  part. 

22. — Great  care  should  be  taken  to  read  from  the  lowest  part  upward,  and  to  analyse  the  chorus 
thoroughly;  guessing  is  fatal. 

23. — These  Exercises  should  now  be  played.  The  notes  of  the  scale  forming  the  bass  part  (which 
are  also  the  roots  of  the  chords)  are  indicated  by  their  respective  numerals  in  Roman  characters  (to  prevent 
any  confusion  with  the  figuring  of  "  thorough  bass  ")  while  the  major  3rd  from  the  dominant  required  in 
minor  keys  is  shown  thus :  3  (Soh  is  raised  one  semitone). 


Each  Exercise  should  be  played  in  the  several  keys  embracing1  at  least  the  interval  of  a  major 

third  above  and  below  the  one  in  which  it  is  written. 
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CHAPTER  IV. 
MELODIES    ACCOMPANIED    BY   COMMON    CHORDS   AND    INVERSIONS. 

24. —  In  the  Exercises  in  this  Chapter  the  inversions  of  the  common  chords  of  the  tonic,  dominant 
subdominant,  and  the  first  inversion  of  the  triad  on  the  leading  note  are  introduced. 

One  or  other  of  these  chords  may  occur  on  every  note  of  the  major  scale ;  the  tonic,  supertonic,  and 
dominant,  however,  bear,  each  of  them,  two  possible  chords  derived  from  the  sources  mentioned,  as  will 
be  seen  by  this  table  : — 

1.  Doh  (Tonic) :  bearing  a  common  chord  in  root  position  and  the  second  inversion  of 
subdominant  chord. 

j.   Ray  (Supertonic)  :  bearing  a  second  inversion  of  dominant  chord  and   first  inversion 
of  triad  on  leading  note  (really  part  of  the  chord  of  dominant  7th). 

3.  Me  (Mediant) :  bearing  a  first  inversion  of  tonic  chord. 

4.  Fah  (Subd:>rr.inant) :  bearing  a  common  chord  in  root  position. 

5.  Soh  (Dominant)  :  bearing  a  common  chord  in  root  position  and  the  second  inversion 

of  tonic  chord. 

6.  Lah  (Submediant) :  bearing  a  first  inversion  ot  subdominant  chord. 

7.  Te  (Leading-note)  :  bearing  a  first  inversion  of  dominant  chord. 

The  corresponding  degrees  of  the  (harmonic)  minor  scale   bear  similar  chords.       Expressed  in  musical 
notation  the  above  table  would  thus  appear  in  the  key  of  C  : — 
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I.  Tonic. 


a.  Supertonic.         3.  Mediant.    4.  Subdominant.      5.  Dominant.      6.  Submediant. 7. Leacing-note. 


25. — It  will  therefore  at  present  only  be  necessary  to  ascertain  the  degree  of  the  scale  of  the  bass  note, 
referring  to  the  table  above,  if  necessary,  in  order  to  strike  the  right  chord.  As  above  stated,  the  tonic, 
supertonic,  and  dominant  each  bear  two  chords:  therefore  it  is  necessary  to  distinguish  between  them.  It 
may  therefore  be  mentioned  that  all  first  inversions,  consisting  of  a  note  with  its  3rd  and  5th,  may  at  once 
be  recognised  by  the  fact  that  if  the  bass  note  is  on  a  line  of  the  3rd  and  6th,  the  former  will  be  on  a 
line  also  and  the  latter  on  a  space  (or  their  octaves  or  equivalents) ;  if  the  bass  note  is  in  a  space  of  the 
3rd  and  6th,  the  former  will  also  be  in  a  space  and  the  latter  on  a  line  (or  their  octaves  or  equivalents): 
while  in  second  inversions,  consisting  of  a  note  with  its  4th  and  Cth,  if  the  bass  note  is  on  a  line  the 
4th  and  6th  will  be  in  spaces  (or  their  octaves  or  equivalents) ;  if  the  bass  note  is  in  a  space,  the  4th  and 
6th  will  be  on  lines  (or  their  octaves  or  equivalents). 
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26. — The  first  examples  here  given  are  fully  analysed  for  the  student :  the  others  should  be  similarly 
treated  by  him.  Roots  as  before  are  indicated  by  the  Roman  numerals  associated  with  the  respective 
degrees  of  the  scale  ;  the  inversions,  whether  first  or  second,  by  the  letters  b  and  c  respectively : — 

Each  Exercise  should  be  played  in  the  several  keys  embracing:  at  least  the  interval  of  a  major 

third  above  and  below  the  one  in  which  it  is  written. 
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CHAPTER    V. 


COMMON    CHORDS    AND 


INVERSIONS:     DOMINANT    SEVENTHS     AND 
INVERSIONS. 


27. — The  student  may  now  be  introduced  to  common  chords  and  inversions  on  other  degrees  of  the 
scale  than  those  already  learnt.  There  will  be  no  difficulty  in  dealing  with  these  on  the  same  principle  as 
before. 

28. — In  considering  the  chord  of  the  dominant  seventh  and  its  inversions  it  is  only  necessary  to  add 
that  in  its  root  position  and  first  two  inversions  it  merely  consists  of  the  common  chord  of  the  dominant 
and  its  inversions  with  the  7th  of  the  scale  added  ;  the  third  inversion  consists  of  the  common  chord  of  the 
dominant  (or  an  inversion),  with  the  7th  of  the  scale  below  it:  the  third  inversion  is  indicated  by  the  letter 
d ;  the  addition  of  the  7th  is  shown  by  a  figure  at  the  upper  right  hand  of  the  chord  name — other  intervals. 
if  introduced,  would  be  indicated  in  the  same  manner. 
Each  Exercise  should  be  played  in  the  several  keys  embracing'  at  least  the  interval  of  a  major 

third  above  and  below  the  one  in  which  it  is  written. 
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CHAPTER  VI. 

MODULATION,     APPOGGIATURAS,     DIATONIC    AND     CHROMATIC    PASSING 

NOTES. 

29. — These  are  difficulties  of  some  magnitude:  at  present  we  shall  only  attempt  to  familiarise 
ourselves  with  the  modulatory  process  to  the  keys  most  nearly  related  to  the  tonic — the  dominant  and 
subdominant  (the  modulation  to  the  relative  minor  is  easy). 

30. — In  effecting  these,  generally  speaking,  a  precisely  opposite  process  is  gone  through  by  each.  I'o 
modulate  to  the  key  of  the  dominant,  the  subdominant  of  the  scale  is  raised  chromatically  one  semitone, 
creating  a  new  leading-note.  To  modulate  to  the  subdominant  the  leading-note  of  the  scale  is  flattened 
chromatically  one  semitone,  creating  a  new  subdominant.  The  return  to  the  original  key  is  accomplished 
in  each  case  bv  the  reverse  process  to  that  described  ;  the  new  leading-note  or  subdominant  being 
respectively  flattened  and  sharpened  to  effect  the  desired  progression.  The  important  office  of  the 
characteristic  notes  of  the  dominant  7th  (the  leading-note  and  subdominant)  should  not  escape  notice. 

31. — It  is  necessary  that  the  student  should  realise  accurately  where  the  modulation  takes  place  in 
order  that  he  may  regard  the  harmonic  progression  correctly.  The  modulating  chord  {i.e.,  the  chord 
belonging  to  the  new  key  and  foreign  to  the  old  one)  is  frequently  introduced  after  a  chord  described  as 
"equivocal"  by  some  theorists — in  other  words,  a  chord  common  alike  to  the  original  key  and  the  one 
about  to  be  entered.  In  the  Exercises  at  the  end  of  this  Chapter  the  modulations  introduced  are  all 
effected  in  this  manner  ;  but  to  make  the  matter  clear,  in  the  earlier  Examples  the  phrases  in  the  same  key 
are  indicated  by  waved  lines,  the  "  equivocal  "  chords  by  an  asterisk  (*). 

32. — Appoggiaturas,  Diatonic  and  Chromatic  passing  notes  will  also  be  introduced ;  as  their 
progression  appeals  readily  to  the  eye,  no  great  difficulty  will  now  be  experienced  in  dealing  with  them. 
Their  distinct  character  should,  however,  not  escape  notice  ;  appoggiaturas  being  usually  dissonant  notes 
occurring  on  the  accented  beats,  a  note  above  or  below  their  resolution  on  the  unaccented  ;  while  passing 
notes  are  usually  dissonances  which  occur  on  the  unaccented  beats  of  the  bar,  and  are  the  intermediate 
notes  in  a  scalar  progression  from  one  consonance  to  another. 

33. — It  may  be  of  use  to  remember  that  if  transposition  be  effected  from  a  major  sharp  key  to  a  major 
flat  key  {i.e.,  keys  having  sharps  or  flats  in  their  signature),  or  vice  versa,  the  accidentals  occurring  (unless 
indeed  they  are  sharps  in  a  flat  key,  or  flats  in  a  sharp  key),  if  expressed  in  notation,  would  be  changed  as. 


shown  in  this  diagram 


t>-n-# 


By  referring  from  the  central  figure,  when  a  natural  occurs  in  the  model,  either  right  or  left,  is  here 
indicated  the  corresponding  accidental  necessary  to  express  the  progression  on  a  sharp  or  flat  key 
respectively.  By  referring  from  the  right  or  left-hand  figures  (when  either  accidental  occurs  in  the  model) 
to  the  central  figure,  is  indicated  the  corresponding  accidental  necessary  to  express  respectively  the 
progression  from  a  sharp  to  a  flat  key,  and  from  a  flat  to  a  sharp  key.  In  transposing  from  one  sharp  key 
to  another,  or  one  flat  key  to  another,  the  accidentals  remain  the  same,  unless  they  are  either  the 
somewhat  rare  sharp  in  a  flat  key,  or  flat  in  a'sharp  key,  which  are  usually  chromatic  in  their  progression.. 
In  transposing  from  one  ini»or  key  to  another  the  above  rules  do  not  strictly  hold  good. 


Each  Exercise  should  be  played  in  the  several  keys  embracing1  at  least  the  interval  of  a  major 

third  above  and  below  the  one  in  which  it  is  written. 
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CHAPTER  VII. 

FUNDAMENTAL    DISCORDS,   AND    MODULATIONS   TO    RELATED    KEYS. 

34. — The  student  may  now  attempt  some  Examples  containing  additional  chords  to  those  already 
introduced.  It  would  be  beyond  the  bounds  of  possibility  to  insert  in  a  Primer  every  chord  and  progression 
which  may  be  met  with  in  the  works  of  the  great  Masters  ;  we  shall  content  ourselves  with  those  most 
frequently  used.  After  all  the  Exercises  and  Examples  have  been  worked  through  that  are  contained  in 
the  volume,  the  student  will  be  quite  prepared  to  analyse  any  chords  not  here  included,  and  to  transfer 
them  to  other  keys. 

35. — The  chords  we  shall  introduce  now  are  those  of  the  dominant  major  and  minor  gths  and 
inversions,  the  "added  6th,"  the  "Neapolitan"  6th  (both  occurring  on  the  subdominant  of  the  major  or 
minor  scale),  the  various  forms  of  the  chord  of  the  augmented  6th  found  upon  the  6th  degree  of  the 
minor  scale,  but,  like  the  added  6th  and  the  Neapolitan  6th  when  in  the  minor  key,  frequently  resolving  in 
the  tonic  major;  the  more  frequently  used  forms  of  the  dominant  nth,  and  the  dominant  major  and 
minor  i3ths. 

36. — Passages  of  modulation  to  the  related  Keys  may  now  be  attempted.  The  roots  of  the  bass  notes, 
other  than  common  chords  and  inversions,  and  the  modulations  are  indicated  in  the  earlier  exercises.  In 
order  to  avoid  entering  into  the  vexed  question  of  the  roots  of  some  of  the  chords,  when  these  are  used 
they  are  named  in  lull : — 


Each  Exercise  should  be  played  in  the  several  keys  embracing'  at  least  the  interval  of  a  major 

third  above  and  below  the  one  in  which  it  is  written. 
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CHAPTER   VIII. 

CHROMATIC   AND    ENHARMONIC    MODULATION;    SUSPENSIONS, 
RETARDATIONS,    AND    CONTRAPUNTAL    FORMS. 


37  — In  modern  music  modulations  are  frequently  introduced  into  related  and  distant  keys  without 
the  intervention  of  a  chord  common  to  both  the  old  and  new  scales.  This  is  generally  effected  by  a 
chromatic  or  enharmonic  alteration  of  one  or  more  notes  of  the  chord. 

3S. — The  difficulty  attending  the  transposition  of  passages  suddenly  modulating  is  consequent  upon 
the  abrupt  appearance  of  perhaps  numerous  accidentals,  rendering  recognition  of  the  key  of  the  passage 
not  easy  and  causing  the  nature  of  the  modulatory  process  itself  to  be  somewhat  obscured. 

39. — As  before,  the  solution  of  these  difficulties  lies  in  an  examination  of  the  music  itself;  and  until 
its  structure  is  duly  analysed  and  comprehended,  it  is  impossible  to  transpose  the  passage. 

40. — A  few  examples  are  given  fully  analysed.  After  successfully  and  successively  working  these,  the 
student  should  similarly  analyse  any  passages  of  modulation  that  he  can  find  that  he  is  unacquainted  with, 
and  attempt  to  transpose  them  at  the  keyboard.  Psalm  and  hymn  tunes  offer  a  convenient  degree  of 
difficulty. 

41. — Suspensions  and  retardations  are  at  first  somewhat  confusing,  but  if  their  nature  is  thoroughly 
understood  there  will  be  no  real  difficult}-.  They  have  been  defined  as  "  notes  sustained  from  one  chord 
into  another  to  which  they  bear  no  relation."  Not  being  an  integral  part  of  the  chord  they  will  usually 
appear  as  "  tied  notes,"  and  their  progression  will  invariably  be  one  note  upward  or  downward,  unless  a 
"changing  note"  intervene.  (The  student  need  hardly  be  reminded  that  although  suspensions  are  usually 
tied  notes,  yet  all  tied  notes  are  not  suspensions.)  All  that  is  necessary,  therefore,  is  an  analysis  of  the 
remaining  notes  of  the  chord,  as  the  progression  of  the  tied  notes  is  readily  apparent. 

42. — In  contrapuntal  music  it  is  not  always  easy  to  readily  recognise  the  nature  of  the  harmonic 
progressions  by  reason  of  the  varying  lengths  of  the  notes,  and  perhaps  the  thinness  of  the  part-writing  as 
well  as  the  frequent  suspensions.  In  cases  where  such  difficulties  exist  it  possibly  will  be  advisable  to 
analyse  the  parts  melodically  as  well  as  harmonically.  Examples  are  given  analysed  as  fully  as  will  be 
necessary. 

Each  Exercise  should  be  played  in  the  several  keys  embracing'  at  least  the  interval  of  a  major 

third  above  and  below  the  one  in  which  it  is  written. 
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CHAPTKR    IX. 

TRANSPOSITION    BY    CLEFS. 

43. — For  those  who  desire  to  essay  the  system  of  transposition  by  clef  t lie  following  table  is  appended. 
It  will  be  observed  that  complete  familiarity  with  all  the  clefs  is  essential,  including  the  soprano  and 
mezzo-soprano  clefs  and  the  rarer  F  clef  on  the  third  line,  in  order  to  transpose  in  all  the  intervals,  in 
addition  to  which  the  parts  have,  for  all  the  intervals  inserted  in  brackets  and  certain  of  the  others 
(indicated  by  an  asterisk),  to  be  played  in  a  different  octave  to  that  written  : — 

For   Music   Written    in    the   G   Clef   on    2nd   Line. 

The  C  clef  on  the   1st  line  transposes  a  3rd  lower  (or  a  6th  higher). 

a      a  a  a        2nd    "              «              5th      a  (    "      4th  "      ). 

••      a  11  a        3rd     a               "               7th       «  (    "      2nd  "      ). 

n      11  n  11        4th     a               a               2nd      "  (    "      7th  "      ), 

a     F  "  "       4th    "              "            *6th      '/  (    "     3rd  »     ). 

"  1  a       3rd    a              a             '4th      »  (    a      5th  n      ). 


Fok    Music    Written    in    the    F   Clee   on   4TH    Line. 


The  C  clef  on  the  1st  line  transposes  a  *4th  higher 

'/      h      "  a  2nd    a  a  *2nd       « 

7      ir      <•  11  3rd     «  n  7th        « 

■1        •'       a  11  4th     n  a  5th  " 

/■      G     n  11  2nd    11  »  *6th        11 

F      "  k  3rd     "  "  3rd         II 


or  a  5th  lower,i 

11  7th  "     ) 

•1  2nd  it     ) 

1  4th  n     ) 

"  3rd  v      ) 

(    11  6th  *     > 


For  Music  Written   in   the  C   Clef  on  3rd  Link. 

The  C  clef  on  the  4th  line  transposes  a  3rd  lower  (or  a  6th  Higher), 

1      •!  a         a  2nd     a  11  3rd  higher  (    "  6th  lower). 

"■       '-■  "           "  1st      "  a  5th         11  (    //  4th        11     ). 

i>     G  "         "  2nd    «  a  7th        «  (    11  2nd      "    ). 

»     F  a         a  j.th     «  »  7th  lower  (    »  2nd  higher). 

h      it  a          -  3rc      ■  •  stn       »  :    »  4th        it       ). 


For   Music   Written  in   the  C   Clef  on  4TH  Line. 

The  C  clef  on  the  3rd  line  transposes  a  3rd  higher  (or  a  6th  lower). 

2nd    a  11  5th        11  '■    n  4th       "     ;. 

1st     "  •'  7th        "  (    "  2nd      "     ) 

G     11         a         2nd    «  >■  *2nd       »  (    »  7th       »     ). 

F     «         "         4th     •/  »  5th  lower  (   «  4th  higher). 

t     1         »         3rd     »  •  3rd     »  (    n  6th       »     ). 


44. —  Presuming  therefore  upon  a  complete  mastery  of  the  use  of  the  various  clefs,  the  student  will 
proceed  as  follows:  If  a  piece  having  the  G  clef  prefixed  has  to  be  transposed  one  tone  higher,  he  will 
substitute  in  imagination  the  C  clef  on  the  3rd  line  for  the  G  clef  on  the  3rd  line,  playing  the  part  an 
octave  higher  than  it  is  apparently  written,  which  will  then  produce  the  effect  desired.  If  it  be  music 
arranged  on  two  staves  with  different  clefs,  the  corresponding  imaginary  clefs  will  have  to  be  prefixed  to 
both  staves.  If,  for  instance,  in  addition  to  the  treble  clef  there  be  a  part  for  the  bass  clef  on  the  4th  line, 
and  it  be  desired  to  transpose  the  whole  a  tone  higher,  the  C  clef  on  the  second  line  will  be  used  for  the 
latter,  playing  the  part  an  octave  lower  than  as  written.     An  example  will  make  this  plain  : — 
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If  this  has  to  be  transposed  a  tone  higher,  it  will  appear  thus  to  the  imagination  of  the  student 
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an  8ve  lower. 


45. — It  is  therefore  possible  to  transpose  in  all  the  intervals  by  the  use  of  the  above  table,  bearing  in 
mind  that  every  clef  used  in  the  model  necessitates  the  use  of  a  different  imaginary  clef  being  prefixed, 
according  to  the  interval  to  be  transposed  in.  It  will  be  rare  that  the  student  will  be  called  upon  to 
transpose  otherwise  than  from  the  G  or  F  clefs,  though  the  alto  and  tenor  clefs  are  a'so  inserted  for  the 
sake  of  completeness.     Accidentals  will  be  treated  as  dealt  with  in  paragraph  33. 


CHAPTER  X. 

ORCHESTRAL    TRANSPOSITION. 

46. — Not  the  least  embarrassing  part  of  the  student's  early  efforts  at  orchestration  is  the  difficulty 
entailed  in  the  writing  of  parts  for  the  transposing  instruments,  even  if  he  be  familiar  with  the  C  clef  on  the 
3rd  and  4th  lines ;   while  if  he  essays  an  arrangement  for  a  military  band,  his  case  will  be  even  worse. 

47. — Many  proposals  have  been  made  from  time  to  time  to  obviate  these  difficulties  and  to  make  the 
score  easier  to  read.  Most  of  them,  however,  being  unsound  in  principle  or  unpractical,  have  never  been 
generally  accepted.  As  the  apparent  complication  resulting  from  the  use  of  various  clefs  and  keys  has 
a  sound  justification  in  the  convenience,  in  some  cases  the  necessity,  of  the  player,  these  difficulties  are  such 
as  the  student  must  overcome,  it  being  more  important  that  the  ideas  of  the  composer  be  presented  in  the 
most  effective  manner  than  that  a  tyro  should  be  able  to  read  or  write  a  score  without  trouble. 

48. — Transposing  for  an  orchestra  has  this  advantage  over  keyboard  transposition — that  as  it  is  merely 
a  question  of  writing  signs  and  not  making  sounds,  it  is  more  practicable  to  employ  mechanical  aid. 

49. — It  is  rare  in  practical  work  at  the  keyboard  that  the  student  will  be  called  upon  to  transpose 
music  more  than  a  third  higher  or  lower  than  as  written,  but  in  orchestral  writing  there  is  frequently  a 
wide  interval  between  the  notes  to  be  written  for  a  transposing  and  non-transposing  instrument  respectively. 
These  parts  are,  however,  easily  written  for  the  various  instruments  on  the  principles  already  laid  down. 

50. — The  transposing  instruments  in  an  orchestra  may  be  said  to  be  of  two  kinds:  (a.)  Those  which 
themselves  mechanically  transpose  by  means  of  crooks  or  other  mechanical  means,  the  notes  written 
uniformly  in  one  key  (for  ease  in  reading)  into  the  key  required — such  as  the  horns  and  trumpets;  and 
(6.)  Those  whose  parts  are  previously  transposed  for  them  by  the  composer  when  necessary — such  as  the 
clarinet,  cor  Anglais,  flute  (otherwise  than  the  one  in  C),  and  double-bass,  which,  however,  merely 
transposes  in  the  octave.  The  parts  for  the  instruments  in  class  a  are  always  written  in  the  key  of  C,  the 
player  using  the  crook  indicated  by  the  composer  to  produce  the  effect  intended  in  the  proper  key.  It  may 
be  noted,  however,  that  now-a-days  when  French  horns  so  generally  have  valves,  and  therefore  a  complete 
chromatic  scale,  the  performer  often  himself  transposes  the  music  required  into  the  key  named,  in  order  to 
save  the  trouble  of  changing  and  carrying  crooks. 

51. — If  there  should  be  any  difficulty  in  transposing  to  the  key  of  C,  the  following  scheme  may  be  of 
use:  the  student  should  draw  out  a  scale  in  the  key  of  his  non-transposing  instruments,  on  the  same  plan 
as  this  is  shown,  in  the  key  of  C,  naming  the  notes  similarly  from  the  tonic,  by  which  he  will  see  at  once 
in  a  case  of  doubt  what  he  has  to  write  : — 
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Y 


— c; — 
1.  d  2.  r  3    n  4-  f  5-8  6.  1  7-  t  8-  d' 


It  will  not  be  necessary  in  either  case  to  extend  it  beyond  the  octave. 

52. — In  class  b  it  will  be  rarely  that  the  student  is  called  on  to  transpose  more  than  a  third  higher  01 
lower  than  the  model:  and  here  (particularly  in  remote  minor  keys  where  one  instrument  is  merely 
doubling  another)  it  may  sometimes  appear  to  be  of  advantage  to  employ  that  method  of  transposition 
already  mentioned — "  by  interval  "  (each  interval  in  the  model  being  ascertained,  the  transposed  part 
proceeds  by  similar  degrees) — as  the  parts   may  be  regarded  melodically.      For   instance,    if  n   B   flal 


56 

clarinet  were  called  upon  to  execute  in  the  unison  the  violin  part  given  in  the  next  Example,  it  would 
perhaps  be  easier  to  write  if  the  skips  were  calculated  by  interval  than  if  regarded  entirely  on  the  "tonic' 
principle.  It  will  be  good  practice  for  the  student  to  write  this  out  for  the  B  flat  clarinet,  and  othe: 
suitable  transposing  instruments. 

171. 
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53. — When  the  music  is  fairly  diatonic  and  the  modulations  not  very  rapid,  the  "tonic  "  method  will 
be  preferable.  The  student  may  again  have  recourse  to  a  "  scheme  "  if  required  of  a  similar  nature  to  that 
already  given.     Example  herewith  : — 


Violin  performing,  say,  in  E. 
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~g?~ 


Clarinet  in  A 
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rs: 


_£2_ 


The  corresponding  numbers  of  course  produce  identical  sounds. 

54. — Those  who  are  very  familiar  with  the  C  clef  on  the  various  lines  may  transpose  by  the  aid  of  the 
table  given  in  Chapter  IX.  if  they  prefer. 


CONCLUSION. 


55-— A  lew  general  remarks  may  be  offered.  As  it  is  impossible  for  anyone  to  transpose  well  who  is 
not  a  good  musician,  per  contra  the  acquisition  of  the  art  is  not  only  a  material  factor  in  the  education  of 
every  earnest  student,  but  it  follows  also  that  every  good  musician  should  be  able  to  transpose. 
Everything,  therefore,  that  tends  to  make  a  student  a  good  musician  will  assist  him  to  acquire  the  art  of 
transposition,  and  vice  versa. 

56. — In  particular  the  importance  of  daily  practice  in  sight  reading  and  extempore  playing  cannot  be 
over-estimated  (of  course  not  at  the  expense  of  other  studies).  It  is  very  undesirable  that  the  student's 
efforts  should  be  confined  to  a  few  keys  only — major  and  minor.  A  familiarity  with  all  keys  and  the  ability 
to  readily  modulate  extemporaneously  from  one  into  another  should  be  cultivated  ;  and  this  should  be 
effected,  too,  in  various  ways  so  that  a  practical  acquaintance  be  acquired  with  the  almost  unlimited 
variety  of  possible  progressions.  A  close  acquaintance  with  the  whole  of  Bach's  immortal  "  Forty-eight" 
will  be  of  the  greatest  value,  nor  should  those  be  shirked  which  are  in  remote  keys. 

57-— The  cultivation  of  the  ear,  too,  is  very  essential.  The  student  should  not  rest  satisfied  until  he 
can  not  only  correctly  note  in  time  and  tune  any  melody  dictated,  but  can  also  recognise  and  write  any 
succession  of  chords  in  accepted  idiomatic  forms  that  may  accompany  it  as  well  as  trace  the  modulation. 
All  these  qualities  can  be  greatly  improved  by  cultivation,  even  if  but  little  natural  aptitude  is  at  first 
apparent.  The  great  points  required  are'earnestness  and  perseverance,  without  which,  indeed,  the  greatest 
abilities  are  hut  as  blunt  tools,  useless  for  all  practical  purposes, 


NOVELLO'S 

ALBUMS    FOR    PIANOFORTE    AND 

STRINGED    INSTRUMENTS. 

(TWO  Vlol.lNS.  VIOLA,  AND  VIOLONI  1.1.1  0.) 


Tilt-  Pieces  in  the  majority  of  these  Albums  an-  so  arranged  that  if  any  Part,  or  combination  of  Parts,  in 
addition  to  the  First  \'i,<liii  mi,/  Pianoforte  it  used,  they  will  sound  complete. 


No.  s.  <1. 

i.     DOLMETSCH,  ARNOLD— Suite  of 

Four  [v  o  ...  ...  ...  ...     4     ° 

Exu  i  String  farts,  8d.  each. 

2.  PURCELL,   HENRY— Suite  of  Five 

Pieces  4    o 

Extra  String  Parts,  8d.  each. 

3.  G  E  KM  AN,     ED  W  ARD  —  Three 

Dances,  from  the  Music  to  "Henry  VIII."     7     6 
Extra  String  Parts,  Is.  6d.  each. 

RAMEAU,  J.  P.— Gavotte  in  D      ...    4    0 
Extra  String  Parts,  8d.  each. 

HANDEL,  G.  F.— Six  Pieces  from  the 
Water  Music,      t.   Bourree  in  Fj  2.   Air  in 
V  :    3.    Minuet  in  K:    4.   Hornpipe  in   1-  : 
5.   Aria  in  G  :  6.  Allegro  in  1)       ...         ...     5    6 

Extra  Siring  Parts,  <sd.  each. 

HANDEL,  G.  F.— Two  Bourrees    ...    3    o 
Extra  String  Parts,  8d.  each. 

MACKENZIE,    A.    C  —  Benedictus 

from  Six  Pieces  for  the  Violin         ...  ...     4     6 

Extra  String  Parts,  8d,  each. 

8.  GOUNOD,   CHARLES— Judex,  from 

"  Mors  et  Vita  "         4     6 

Extra  String  Parts,  8d.  each. 

9.  MENDELSSOHN  — Wedding  March    4    0 

Extra  String  l'arts,  *d.  each. 

10.  MENDELSSOHN  — War    March 

("Athalie") 4     o 

Extra  String  Parts.  Nl.  each. 

11.  MENDELSSOHN— Cornelius    March    4    0 

Extra  String  Parts.  8d.  each. 

12.  MENDELSSOHN— Funeral  March  ...    4    0 

Extra  String  l'arts,  8d.  each. 

13.  ELVEY,    GEORGE  — Gavotte  (a  la 

mode  ancienne)         ...  ...  ...  ...     3     o 

Extra  String  Pai  icb. 

14.  COWEN,     FREDERIC     H.  —  Four 

Engl       '  No.  1.   Stately  Dahce ...     4    o 

Extra  String  Parts,  8d.  each. 

15.  COWEN,     FREDERIC    H.  —  Four 

English  Dances       No.  2.    Rustic  Dance   ...     4     O 
Extra  String  l'arts,  Xd.  each. 

16.  COWEN,     FREDERIC     II.— Four 

English  Dances     No.  3.  Graceful  Dance...     4     o 
Extra  String  Parts,  8d.  each. 


No. 

17- 

18. 
19- 


26. 

27- 

28. 

29. 
3°- 
31. 

32. 


COWEN,     FREDERIC     H.  —  Four 

English  Dances.      No.  4.  Country  Dance... 
Extra  String  Parts,  8d.  each. 

COLERIDGE-TAYLOR,  S.  —Four 
1  lharai  teristic  Waltzes.  No.  r.  Valse 
Bob  mi 1 

Extra  Stllng   Paris,  8d.   each. 

COLERIDGE  -TAYLOR,    S.  —  Four 

Characteristic     Waltzes.        No.     2.       Yalse 
Rustique 

Extra  Suing  Parts,  bd.  eai  h. 

COLERIDGE-TAYLOR,    S.  —  Four 

CI teristic  Waltzes.     No.  3-  Valse  <le  la 

Reine... 

Extra  String  Parts,  8d.  eai  b. 

COLERIDGE-TAYLOR    S.  —  Four 

Characteristic      Waltzes.         No.    4.       Valse 

Mauresque 

Extra  String  l'arts.  Nl.  each. 

SPOHR,    L. — Andantino,   from   the 
Symphony  "The  Consecration  of  Sound" 
Extra  String  P.uts,  8d.  each. 

LANNER,  JOSEF— Five  Styrian 

Dances  (I.andler) 

Extra  String  Parts,  Nd.  each. 

TOURS,   BERTHOLD  -March  in  G 

Extra  Siring  Parts,  41!.  each. 

MACFARREN,  W.— Bourrie  in  C  ... 

Extra  Stung  Parts,  8d.  each. 

COWEN    FREDERIC   H.  —  Mi 

d'Amour,    from    A    Suite   of   Old   English 
Dances  [Second  Set) 

Extra  String  Parts,  8d.  each. 

WEST,  JOHN  E.— Intermezzo  (from 
"Seedtime  and  Harvest")... 

Extra  String  Parts,  4d.  each. 

HOLST,  GUSTAV  — Seven  Scottish 

Airs     ... 

Extra  String  Pails,  8d.  each. 

LEMARE,  E.  H.— Andantino  in  Db 

1   ..Hi  String   I  '.nl-.    )d.  each. 

BREWER,  A.   H.—  Auf  Wiedersehen 

Extra  String  P.uts,  8d.  each. 

ELGAR,  EDWARD  Wandof  Youth, 
The.  from  (First  Suite.  Op.  la)... 

Extra  Sti  ■      acb. 

FARNABY,   GILES— Suite   of  Seven 
Pieces.   Arranged  byGRANvn  1  1.  BANTOCK 
Separate  String  Parts,  8d.  each. 
continued. 
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MUSIC  PRIMERS  &  EDUCATIONAL  SERIES. 


[ALRHABKTICALLY     ARRANGED.) 


34. 


57. 
39. 
39* 
44. 
95- 


59- 
61. 

64 
74. 
96. 


28. 
9 
90. 


41* 
68. 

69. 
40. 

46. 

55. 
32. 
32* 
24. 
24A. 
lot. 

IOIA 

IOIB 

■  6. 

84. 
82. 
70. 
33- 
79. 

45. 
65. 

65*. 

60. 


85. 
36. 
62. 

4. 
58. 

8. 
60. 
76. 
77. 


4    6 


ANALYSIS     OF     BACH'S     48    PRELUDES    AND 

FUGUES F-  tuFFE 

ANALYSIS      OF      FORM.      AS      DISPLAYED      IN 
BEETHOVEN'S  PIANOFORTE  SONATAS 

H.  A.  Harding  3    0 

Do.,                        Do  .     APPENDIX  TO       ,.  08 

ART  OF  TRAINING  CHOIR  BOYS       G.  C.  Martin  4    6 

Do.                      Do.            (Exercises  only)  i    u 

BASSES  AND   MELODIES R.  Dunstan  4    o 

BEETHOVEN'S    PIANOFORTE    SONATAS 

(Hints  on  theit  Rendering! C.  E.  Lowe  4    o 

BIOGRAPHICAL  DICTIONARY  OF  MUSICIANS 

W.  H.  Cummings  3     o 
"BRAILLE"      MUSIC-NOTATION       (for      sighted 

teachers  to  instruct  the  blind)         ...  E.  Watson    net  2    6 
BREATHING  FOR  VOICE  PRODUCTION 

H.  H.  Hulbert  3    o 
CHOIRBOYS  ELEMENTS  OF  MUSIC 

G.  J.  Bennett  i     6 
CHOIRBOY'S      GUIDE     TO      THE     CATHEDRAL 

PSALTER        E.  Newton  i     0 

CHOPIN.  ORNAMENTATION  IN  THE  WORKS  OF 

J.  P.  Dunn  2    6 
CHORAL    SOCIETY    VOCALISATION    (or  in  Four 

Parts.  M.  each  :  Tonic-Sol-fa,  (id.  each)      J.  Stainer  3    0 

Do.  THE  EXERCISES  ADAPTED  AND 

ARR.  FOR  FEMALE  VOICES    ...A.  W.  Marchant  2    6 

CHURCH  CHOIR  TRAINING       ...        J.  Troutheck  i     6 

COMPOSITION ].  Stainer  3    0 

CORNET.  THE H.   Brett  3    o 

COUNTERPOINT         J.  F.  Bridge  3    o 

Do..  COMBINED  AND  FLORID 

G.  J.  Bennett  4    0 

Do..                DIATONIC  MODAL  R.  Dunstan  3    o 

Do..                DOUBLE J.  F.  Bridge  3    0 

Do.  EXAMPLES  IN  STRICT 

(Part  I.)    G.  Saunders  4    6 

Do..               Do.             (Part  II.)               ..  46 
Do.               A    TREATISE    ON    STRICT 

(Parti.)      F.  E.  Gladstone  3    o 

Do.                Do.        (Part  II.)                        .,  26 
DICTIONARY  OF  MUSICIANS.  BIOGRAPHICAL 

W.  H.  Cummings  s    0 
DICTIONARY    OF    PIANISTS    AND   COMPOSERS 

FOR  THE  PIANOFORTE.  A      E.  Pauer  3    o 

DICTIONARY  OF  VIOLIN  MAKERS.  A    C.  Stainer  i    o 

DOUBLE-BASS A.C.White  4    6 

Do..          APPENDIX  TO  ...                       .,  46 

DOUBLE  SCALES      F.  Taylor  i     6 

Do.                 (Continental  Fingering)  1    6 
EAR-TRAINING     (including     Musical     Appreciation 

and  Rhythmic  Movements)             M.  Chamberlain  6    o 

Do.           Book  1.  (Letterpress)  M.  Chamberlain  4    0 

Do.           Book  2.  (Music)            M.  Chamberlain  3    o 
ELEMENTS    OF    THE    BEAUTIFUL   IN    MUSIC 

E.  Pauer  1     6 

EQUAL  TEMPERAMENT H.  Spain  i    6 

ESSAY  ON  MUSIC.  AN       3.  Stainer  i    6 

EXAMINATION  QUESTIONS      C.  Harris  3    0 

EXTEMPORIZATION F.  ).  Sawyer  3    o 

FIGURED-BASS  PLAYING J.    R.  Tobin  2    6 

FIRST  STEPS  AT  THE  PIANOFORTE   F.  Berger  4     0 
FIRST     STEPS     FOR     THE     VIOLIN 

(Violin  only)      (Part  I.)    E.  Kreuz  2    6 

Do.                         Do.            (Part  II.)           ..  40 
(The  Pieces  with  Pianoforte  Accompaniment) 

FIVE-PART  HARMONY        ...            F.  E.  Gladstone  3    o 

FUGUE      J.  Higgs  3    o 

FUGUE  SUBJECTS  AND  ANSWERS.  500 

A.  W.  Marchant  4    6 

GUIDE  TO  SOLO  SINGING.  A G.  Garcia  3    o 

HAND  GYMNASTICS           T.  R.  Prentice  2    6 

HARMONICS  AND  RESULTANTS         C.  E.  Lowe  r    6 

HARMONIUM.  THE King  Hall  3    o 

HARMONIZATION  OF  MELODIES    J.  E.  Vernham  I     6 


...  J.  Stainer    3 

E.  Gladstone    3 
E.  Gladstone    4 


HARMONY 

HARMONY.  FIVE-PART       .. 

HARMONY  FOR  SCHOOLS 

Do..                     KEY  TO            F.  E.  Gladstone  _ 

«      HISTORY  OF  THE  PIANOFORTE       A.  J.  Hipkins  4 
102.     INSTRUMENTS  OF  THE  ORCHESTRA.  THE 

J.  E.  Borland  i 

15.     INSTRUMENTATION           E.  Prout  3 

19.     LANCASHIRE  SOL-FA         J.  Greenwood  i 

97.  MANUAL  OF  SINGING.  A            R.  Mann  I 

67.     METHOD  OF  SINGING      I.   Stockhausen  6 

83      MILITARY  BAND        G.Miller  3 

31.    MODULATION J.  Higgs  3 

98.  MUSICAL  APPRECIATION.  ELEMENTS  OF 

W.  J.  Foxell  2 

39.     MUSICAL  DICTATION        ...  (Part  LI     F.  L.  Ritter  i 

30.                  Do.                                     ...  (Part  II.)    F.  L.  Ritter  3 


25 

7. 

43. 

42. 

9« 

37. 
37* 
21 . 
88. 
93. 

3. 
27. 
47. 
47* 
96. 

89. 

46. 

99. 
I. 

45. 

52. 
103. 

14- 
100. 

43*. 
2. 
53. 
11. 
66. 

66a. 
78. 
87. 
92. 
6. 

5. 
97. 
67. 
85. 
26. 

54. 
6. 


M.  Lussy 
E.  Paubh 

P,   Bkidgl 


H.  Parry 
E.  Button 


E.  R.  Daymond  2 

«<  2 

A.  H.  Peppin  2 

D.  C.  Taylor  2 

Agnes  Larkcom  i 


4ia, 
68. 

69. 

42. 

80. 
86 
81. 
49- 

18. 
19. 
38. 

ISA. 


71. 
72. 
73- 

73* 

63. 


MUSICAL  EXPRESSION    

MUSICAL  FORMS      

MUSICAL   GESTURES         J. 

MUSICAL  HISTORY.  SUMMARY  OF 

MUSICAL  NOTATION  H 

MUSICAL  ORNAMENTATION  (I.)    E.  Dannreuther 

DO.  DO.  (II.)    E.    lUNNKhUTUER 

MUSICAL  TERMS      Stainer  and  Barrett 

ORGAN,  THE     W.  G.  Alcock 

ORGAN,  THE    (A  Study  of  its  Principles  and  Practice) 

H.  F.    ELLlNGfORD 

ORGAN.  THE J.  Stainer 

ORGAN  ACCOMPANIMENT         ...         J.  F.  Bridge 

ORGAN  PEDAL  TECHNIQUE    (I.)      B.W.Horner 

Do.  Do.  (II.)  B.  W.  Horner' 

ORNAMENTATION        IN       THE        WORKS       OF 

F.  CHOPIN     J.  P.  Dunn 

PEDAL    SCALES    AND    ARPEGGIOS 

H    F.  Ellingpord 
PIANISTS    AND    COMPOSERS   FOR  THE  PIANO- 
FORTE. DICTIONARY  OF         E.  Pauer 

PIANOFORTE  ACCOMPANIMENT        ...  W.   HlCKIM 

PIANOFORTE.  THE E.  Pauer 

PIANOFORTE.  FIRST  STEPS  AT  THE    F.  Berger 
PIANOFORTE.   HISTORY  OF  THE       A.  J.   Hipkins 

PIANOFORTE  PRACTISING        C.  E.  Lowe 

PLAIN  SONG      T.  Helmore 

PRONUNCIATION  FOR  VOICE  PRODUCTION 

H.  H.  Hulbert 

RUDIMENTS  IN  RHYME J.  F.  Bridge 

RUDIMENTS  OF  MUSIC.  THE      W.  H.  Cummings 

SCALES  AND  ARPEGGIOS         F.  Taylor 

SCIENTIFIC  BASIS  OF  MUSIC  W.  H.  Stone 

SCORE-READING  EXERCISES 

(Parti.) 
Do.  Do.         (Part  ID 

Do.  Do. 

SELF-HELP  FOR  SINGERS 

SINGER'S  ART.  THE  

SINGERS'  PRONOUNCING  PRIMER  (see  SPEECH 

IN  SONG)        A.  I.  Ellis 

SINGING A.  Randegger 

SINGING,  MANUAL  OF.  A  R.  Mann 

SINGING.  METHOD  OF     J.  Stockhausen 

SINGING.  SOLO.  A  GUIDE  TO...  G.  Garcia 

SOLFEGGI  (both  Notations)  (or  in  Three  Parts,  2s.  6d. 

each)         F.  Marshall 

SONATA  FORM W.  H.  Hadow 

SPEECH  IN  SONG  (Singers' Pronouncing  Primer) 

A.  J.  Ellis 
STRICT  COUNTERPOINT,  EXAMPLES  IN 

(Part  I.)     G.  Saunders 
Do.  Do.      (Part  II.) 

STRICT  COUNTERPOINT,  A  TREATISE  ON 

(Part  I.)     F.  E.  Gladstone 
Do.  Do.       (Part  II.) 

SUMMARY  OF  MUSICAL  HISTORY 

C.  H.  H.  Parry 

TENOR  EXERCISES E.  D.  Palmer 

THEORY'  OF  MUSIC J.  A.  O'Neill 

THREE-PART  STUDIES     H.  Blair 

THREE-PART  STUDIES  (both    Notations) 

J.  E.  Vernham 

TONIC  SOL-FA J.  Curwen 

Do.  (see  LANCASHIRE  SOL-FA)    J.  Greenwood 

TRANSPOSITION        ].  Warriner 

Do.,  SUPPLEMENT  TO   (Keyboard  and 

Orchestral)      J.  Warriner 

TWELVE     ELEMENTARY      DUETS      FOR      THE 

PIANOFORTE E.  Mundella 

TWELVE       TRIOS      FOR       THE       ORGAN.      BY 

Albrechtsberger  A.  W.  Marchant 

TWO-PART  EXERCISES  (396)      ...      ].  Greenwood 

TWO-PART  SOLFEGGI       ...      ■ J.  Higgs 

VIOLA,  THE      '.    B.  Tours 

VIOLIN,  THE    B.  Tours 

VIOLIN.    FIRST    STEPS    1-OR    THE 

(Violin  only)         (Part  I.) 

Do.,  Do.  (Part  II.)  „ 

(The  Pieces  with  Pianoforte  Accompaniment) 
VIOLIN  MAKERS,  DICTIONARY  OF        C.  Stainer 

VIOLONCELLO.  THE         Jules  de  Swert 

VOICE  CULTURE  FOR  CHILDREN  (l.)       J.  Bates 

Do.  Do.  (II.) 

Do.  Do.  (III.) 

.   Do.  Do.  (III.) 

(Nos.  71  to  73  complete  :  5s.  6d.) 

VOICE   PRODUCTION,   BREATHING   FOR 

H.  H.  Hulbert 

(To  be  continued  ) 
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(Sol-fa)      o    6 


London  :    NOVELLO    AND    COMPANY,    Limited. 
New  York:    THE  H.   W.  GRAY  CO.,  Sole  Agents  for  the  U.S.A. 


